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AT A DISTANCE #4 


September 2020 

This exhibition unfolded slowly over the Summer of 
2020, taking on multiple strategies before being 
finalized in an online and print format. The original 
project was proposed and developed before 
widespread social distancing measures were put into 
place in the Spring, and as such, many of the 
proposed works were not direct responses to the 
changes that the coronavirus brought to our lives. 
Rather, it was an unfortunate coincidence that the 
realities of living in a pandemic activated the practice 
of making art at a distance in new ways. 

The overall structure of At A Distance #4, like each 
prior year, was that each piece was created or 
presented in the artists' absence. The artists in the 
exhibition provided instructions, media files, scores, 
or other materials that were then used as guides for a 
small volunteer team to complete and finalize the 
work. A wide variety of artists were encouraged to 
apply, with the hope that a broad and international 
group of voices could be brought together. The artists 
were not obligated to attend the opening or to assist 
in the physical completion and installation of the 
work, and the volunteer team was expected to 
provide all materials. 

During the months immediately following the 
original open call, it became undeniable that a 
traditional gallery opening would be unsafe, and the 
decision was made to mount the exhibition online. 

The order of appearance in this catalog was 
randomized using random.org. 

Thank you to Laura Kina, who acted as juror, and to 
Peter Fleps, who supported At A Distance before, 
during, and after the shift in format. 



Hello World 
by Julia Jachowicz 

Programming. 2020. Gdynia, Poland. 

This is a way that the computer can greet the world. In my 
work , I have used several programming languages, and in 
each I wrote the same slogan "Hello World." The 
individual greetings overlap with noise that can be seen 
through my website, and everything happens in the 640 x 
480format, which was a standard for computers released 
since the 90s by IBM. This is a reflection on the world 
around us, the world of the Internet and cosmic noise. 





























Apple After Apple After Apple 
By Anna Andrea Winther 
Performance, photography, text. 2019-2020. 
Slanic-Moldova, Romania. 

This performance is based on the factory processes 
that these fruits typically go through. The apples on 
the hill that are regarded as trash are picked, 
processed and then put back where they came from. 
This comments on food waste, pointless human 
interventions of capitalism and brings these hidden 
processes into the open. 

Originally performed at Incontext - Compost Edition. 
Photographed by Marius Siminiceanu. 


When in the mountain village of Slanic-Moldova I came 
across an apple tree. I watched as people ate apples off the 
tree yet stepped on the fallen ones, which they regarded as 
trash. This shift from food to trash fascinated me. As an 
Icelander I am not accustomed to seeing fruit trees within 
cityscapes and my only hope of getting fruit is from the fake 
landscapes of supermarkets. These wax-coated and sticker- 
labelled fruits were one of the main sources of my diet, yet I 
rarely think of where it comes from. This direct contact 
people had to the tree, eating straight off it, made me think 
about the pointlessness of industrial processes of fruits. 

They are aggressively picked by machines and collected by 
the tons, rinsed with chemicals, coated with edible wax and 
by the end labelled with a sticker informing the consumer of 
the company they came in contact with. 












Untitled 
by Rabia Dar 

Block print. 2020. Lahore, Pakistan. 




Seance No. 2 
by Jade Lowder 

Drawing, performance, photography. 2020. Bozeman, 
Montana & Chicago, Illinois. 

Volunteers should start by drawing a ring with charcoal on 
a wall The size of the ring should be determined by the size 
of the wall, spanning from the top of the wall to the bottom 
if at all possible. Inside the ring in clear legible writing, 
should appear the following message, spaced as written: 

Stand around the circle. 

Hold hands or stay separate. 

Take a collective breath. 

Focus on cultivating change in yourself. 

Take another collective breath. 

Separate, 

But stay together. 

Then if possible, a ring the same size as that of the ring now 
drawn on the wall should be transposed to the floor directly 
mirroring the wall piece. The ring should be made of the 
same material as that of the ring on the wall. 


This piece was altered to accommodate social 
distancing by being moved to an outdoor space. 
















Lighting Our Past: Activating Chicago's Basque Memory 
by Iker Vazquez 

Original idea: Installation, ultraviolet lighting and 
photoluminescent paint on gallery wall. 

Adaptation: Text, digital imaging, downloadable .pdf 
files. 2020. Lemoa, Biscay, Basque Country, Spain. 

The objective of this project is to activate the collective 
memory of the city of Chicago (in relation to part of its 
Basque history), creating a new relationship between the 
artwork , the past of the city and its community. The idea is 
to create a symbolic device that represents memory , which 
is activated every time we approach a memory. 

The text below is an excerpt of the historical 
background that inspired the piece. 

"Basque immigration to the United States between the 
mid-19th century and part of the 20th is best known 
for its relationship with the rural American West. 
Thousands of Basque sheepherders - mostly men - 
arrived in Nevada, Idaho, Wyoming and Utah. But 
the Basque diaspora is all over the country and a 
Basque game contributed to this expansion. The game 
is played with a ball, called pelota, and in the US its 
best-known variety is cesta punta or Jai Alai, that is 
played in a court called a fronton. This sport is often 
billed as 'the world's fastest game.' Biscay's Jose 


Ramon Areitio set the record for the fastest shot 
played in a game of Jai Alai in 1979; he reached a 
speed of 187 mph (302 km/h), the fastest world ball 
speed ever recorded until the record was broken by 
the golfer Jack Zubackin in 2007. Currently the world 
record of Jai Alai is at 190 mph (305 km/h), and was 
achieved by the Biscayan Ibon Aldazabal in 2017. 

The relationship between Chicago and Jai Alai was 
short but intense. The first game was played on 
December 21,1927. Even TIME wrote an article about 
Jai Alai, including a section about Chicago's Fronton, 
and covered it on January 13,1930. In Chicago's 
Fronton are signs 'No betting allowed.' Near them is 
where bets (called 'contributions' to make them legal) 
are placed. Alarmed by the rumor that 27 penniless 
bettors had committed suicide in one week in 
Havana, the State's Attorney of Cook County once 
tried with no success to have Jai Alai banned. 

In 1894 the site where the Rainbo fronton was built 
was occupied by a small roadside restaurant. In 1905 
the owners transformed the old roadhouse into an 
urban amusement center. In 1917 the place had come 
to be known as the Moulin Rouge Gardens, an 
outdoor music garden. 

In 1919 Fred and A1 Mann changed the name to 
Mann's Rainbo Gardens. They invested a lot of 
money transforming the building and the 
surroundings into a glamorous place and the Grand 
Opening of the Million Dollar Rainbow Room and 
Casino was on December 13,1922. Mr. Fred Mann 
was the builder, Niels Buck the architect. In 1927 it 
was converted into an indoor sports arena with 1,726 
permanent seats, known as the Rainbo Fronton. 
Initially the Fronton was used for Jai Alai matches, 
and the garden was used for boxing and wrestling 
matches. In 1939 it became Mike Todd's Theater Cafe, 
in 1957 it was converted to Rainbo Arena ice skating 
rink, in 1968 The Electric Theatre / Kinetic Playground 
and in 1980 Rainbo's roller-rink until it was 
demolished in 2003. 

Euskera is the traditional Basque language, and Jai 
Alai are two basque words that means merry party 
(jai means party and alai means merry). Jai Alai is an 
expression in a foreign language, so the 
pronunciation had to be explained, and it was done as 
seen in the flyer, 'Hi-Li', or even 'High-Lie'." 



RAINBO FRONTON 



1927-1939 


Chicago Jai Alai 

(say Hi—Li) 

Rainbo Gardens 1919-2003 

4812-4836 North Clark Street 

The building also housed a roller 

RINK, AN ICE SKATING RINK, A BOWLING 
ALLEY, A THEATRE CAFE, A CASINO, A 
BOXING AND WRESTLING RING, A... 






Facing page: Pay It Forward 
by Lukasz Horbow 

Performance & text. 2019. Przemysl, Poland. 

This work is a record of two 24-hour and 48-hour activities. 
During this time I decided to use every opportunity to do 
good things that I wrote down in my notebook to read them 
in a performative action. 

Following page, left: Political Input 
by Lukasz Horbow 

Programming, performance, digital imaging. 
2017-2018. Przemysl, Poland. 


In my work I wanted to negate the phenomenon of 
politicisation of social media, which can be observed 
through the use of overlays on profile photos. Based on the 
Facebook platform and its ability to create effects modifying 
the appearance of accounts and profile photos of users, I 
designed a series of overlays on profile photos containing 
texts through which I deny and ridicule the political 
manifestation of political views on social networks. 
Facebook has become a space for my activity, and the 
content contained in these works is a form of processing 
various overlays functioning in this space in such a way as 
to negate them by playing with them and using them as a 
tool against themselves. The essence of my work is, apart 
from the very design of the overlays, using the Internet 
space so that these works take on the character of a 
manifesto against the phenomenon under discussion. My 
main project is the overlay with the text 'I have never used 
a political overlay'. I was directly inspired by Oskar 
Dywicki's work "I have never done a work about the 
Holocaust", the text of which I modified in such a way that 
it could function in a new space. My work was stimulated 
by the observation of the widespread use of overlays on 
photographs to such an extent that some people often use 
several overlays to address different political issues at the 
same time. The political overlays functioning in Facebook 
space are sometimes even intertwined with those of a joke. 
One of the points of my research that I particularly wanted 
to draw attention to is the fact that the use of the overlay 
supporting the Black Protest was much higher than the 
highest estimates as to how many people took part in the 
manifestations under this name. Thus, a situation has 
arisen in which the manifestation of political views is 
limited to the Internet sphere, without being translated into 
physical. We can observe the phenomenon of shallowing of 
forms of political agitation. It is my personal manifesto 
against the politicisation of my profiles in social media, a 
manifesto against the trivialisation of political culture. 

Following page, right: Przemysl - where you can buy 
smuggled cigarettes 
by Lukasz Horbow 

Digital imaging. 2019. Przemysl, Poland. 

Przemysl is my hometown, which almost entirely survives 
from the smuggling of products from Ukraine to Poland. 



< Notatki 



2x Wyprowadzitem psa wspollokatorow 
zrobitem kaw$ znajomym 
Przepuscifem osobe przez bramki w 
metrze swoim biletem 
3x Ustqpifem miejsca staruszce w 
autobusie 

4 razy Podzielitem si$ papierosami 
Dwa razy Podniosfem hulajnog$ 

Nie przerywafem nikomu podczas zaj$c 
zaj^ciach 

6 razu Przepuscilem osobe w drzwiach 
Poodkurzalem mieszkanie przyjaciot i 
umylem ich naczynia 
2x Przytrzymalem drzwi autobusu na 
przystanku osobie ktora biegfa 
Datem bezdomnemu drobne o ktore prosil 
3x Podniosfem smieci z chodnika 
Dafem koledze zapalniczke na state 
Pomogfem koledze z dyplomem 
Zrobifem obiad dla przyjaciot 
Pomogtem koledze cos przewiezc 
Lajkowafem posty swoim znajomym na 
facebooku 


^ Notatki q 

Pomogtem kolezance z pracami na 
zaj^cia 

2x Ustqpifem miejsca staruszce w 
autobusie 

2x Podzielitem si$ papierosami 
Podniosfem hulajnog$ 

Zaptacitem za kaw$ kolezanki 
Wyprowadzifem psa wspollokatorow 
Nie przerywatem nikomu podczas zaj$c 
zaj^ciach 

4x Przepuscilem osobe w drzwiach 
Umytem naczynia po obiedzie 
wspotlokatorow 
Datem bezdomnemu drobne 
2x Podniosfem smieci z chodnika 
Zrobitem obiad dla przyjaciot 
Lajkqwatem posty swoim znajomym na 
facebooku 





«r 

Przeslij 

grafike 


Nie wybrano zadnego 
elementu 


A 


Twoj efekt nie 
zosta! zatwierdzony, 
poniewaz narusza 
regulamin i zasady 
Platformy efektow 
kreatywnych. 

* Narusza 
standardy 
spotecznosciowe 
Facebooka 



NTE MANIFESTLY 
POGLADOW NA FACEBOOKU. 



POGLADOW NA FACEBOOKU. 
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nie manifesto v nakfadka polityczna v 

# Nieaktywny (Odrzucony) 9 Nteaktywny (Odrzucony)2 Wykorzystania 




















Deconstructed Site: Rogers Park 
by Rita Leduc 

Found objects, photography. 2020. 

Carmel, New York & Chicago, Illinois. 

1. Strands of cat hair shed and collected 

2. Bottle caps 

3. Everyday toxin chips 

4. Periodic shatter 

5. Wax from a Havdalah candle 

6. Gifts, churned and returned 

7. Declaration of a socio-political orientation 

8. A potent cover-up 

9. Pilfered moon rocks 

10. Chores 

11. Scent of the Sabbath surrender 

12. Volunteer's hand 


(An item descriptive of the location's 
atmosphere) 

(An item descriptive of a sound that is specific to the 
location) 

(A physical item from (or made to appear to be from) 
the location) 

(An item that you sometimes - but not always - 
experienced in the location) 

(An item descriptive of the location's spiritual 
presence (or lack thereof)) 

(An item from the location infused with supernatural 
powers related to its function) 

(An item that likens the visuals of the location with a 
familiar visual trend) 

(An item that exaggerates a sensorial quality of the 
location) 

(An item from the location that has been somehow 
anthropomorphized) 

(An item from the location that carries with it an 
opinion) 

(A group of items whose whole is greater than the 
individual items that make up said whole) 

(An item that has somehow touched 
all other items) 

















A Haunting of Haunts 
By Garrett Lynch (IRL) 

Performance, video, 3D modeling. 2020. 

Bangalore, India. 

A Haunting of Haunts is a collection of media kits that 
allow artists to reenact or create new networked 
performance art based on landmark performances. It 
provides media in image and 3D formats that can be 
employed within a number of networked 
environments. 

During the lockdowns of the Covid-19 pandemic in 
2020 networked technologies that were not 
particularly new or innovative were rediscovered as a 
means to communicate during social distancing. 

Video conferencing in particular quickly become the 
standard adopted means of work, education and 
collaboration. In a sense old became new again, was 
presented as if it never was, quickly integrated as part 
of essential communication infrastructures and its use 
became a key skill. 

Networked performance practices have for many 
years been defined by these networked technologies 
and their form. Consequently, the pandemic brought 
to the fore several questions about this type of artistic 
practice. If the use of networked technologies is now a 
key everyday skill employed widely, can networked 
performance truly align itself with technology art, as 
it often has been, or does it revert to a closer 
relationship with performance art of the 20th century? 
If the latter is the case, and for many it is highly 
contentious that it qualifies as having any relationship 
with those art forms, has networked performance 
become isolated within art history? Is it pushed to 
irrelevance by the current popularisation and 
commonisation of its technological forms, doomed to 
be haunted by its artistic predecessors? 


In response to these questions and the condition of 
performance in confinement I started, during 
lockdown, to model a series of scenes in 3D that 
recreate the locations of landmark performance art. 

All performances selected occurred in the interior 
spaces of an artist's home, studio or residency to 
reflect on the confined circumstances artists were now 
required to create within during the pandemic. The 
result is a series of scenes for networked performance 
that consist of 3D rendered images and models 
created from video and photography documentation 
of the original performances. The artist who originally 
performed is absent from each scene allowing new 
artists to Virtually’ occupy the spaces and create new 
performances. Distributed through GitHub under a 
Creative Commons by Attribution license, the scenes 
are created ’after’ or in the manner of the original 
artists. They constitute a form of instruction, guide or 
performance media kit that enables new artists to 
reenact performances or create new works inspired 
by the originals within the context of digital 
technology and networked performance. The media 
kits can be employed within various networked 
environments such as through Zoom or Skype’s 
virtual backgrounds or as imported models in Second 
Life, Unity or various other 3D/VR/AR applications. 

The series is intended to facilitate the exploration of 
what can be achieved when spatial and corporeal 
possibilities are on the one hand limited or simplified 
but the necessity of technology to view performance 
is on the other a way to move beyond those 
limitations. This is most obviously demonstrated in 
how artists can appear out of their actual living or 
studio spaces and in another. The spaces/props and 
the bodies/actions of the performances, however, are 
only ’virtually’ co-present: technically in image, 
through bluescreening, 3D rendering, interpretation 
etc. and conceptually through the concept of 
hauntology. While employed network technologies 
remove the limitations of an occupied space, artists 
have to refer to what they know, such as landmark 
performances, or what their current frame of 
reference lets them imagine, perhaps a performance 
in a space they know. This existing awareness of 
performances and spaces known in a sense haunts all 
new performances by artists, a condition that spans 
all creative practices in post-modernism and 
beyond. 




Top: Recreation of the space employed by Joseph Beuys at 
the Rene Block Gallery for the performance I Like America 
and America Likes Me 

Bottom left: Have You Ever Been a Human Being? by 
Simotron Aquila 

Bottom right: Walking in an Exaggerated Manner around 
the Perimeter of a Square , 2020 Remix 
by Patricia Brace 












Confinement Spaces 2 
by Patrick Lichty 
3D modeling, video. 2020. 

Abu Dhabi, United Arab Emirates. 

The COVID isolation was a challenge in that it confined 
me to a two-mile radius from my apartment for two months 
(and is ongoing). As a response, I created a spatial diary of 
the places I inhabited during my isolation, starting with 
my apartment and areas within the building. Later; I 
moved outward, scanning nearby areas while on exercise 
walks to the local mall. The results were amazing - 
fractured, dreamlike spaces that were reminders of where I 
had been, but also a representation of how glitched reality 
had become 























EMERGENCY! MEETING! or How to Be a White 
Woman Art School Administrator 
by Allison Yasukawa 
Text, downloadable .pdf file. 2020. 

Los Angeles, California. 



EMERGENCY! MEETING! or How to He a White Woman Art School Administrator 

Submitted by Allison Yasukawa 

1. Call an emergency meeting. 

1.1. Preferably for something that you've known about for months or, better yet, years. 

1.2. Preferably during the first two weeks or last two weeks of the semester, 

2. Require only certain people in the department to attend this meeting. 

2.1. Preferably people of color. 

3. Schedule the meeting when the meeting participants are teaching 

3.1. Preferably people of color. 

4. Email an attachment of least eighty pages to the meeting participants no sooner than two hours before 
the meeting. Additional materials in the form of incomprehensible spreadsheets, charts, and/or graphs 
arc encouraged. 

4.1. Forget to include at least one of the meeting participants in this email. 

4.2. Preferably a person of color, 

5. During the meeting, talk a lot using as much jargon as possible so that you do not make any sense, 

5.1. Use phrases like “As wc all agree, the best course of action is to...” before anyone has agreed to 
anything. 

6. Assign "action items." 

6.1. Preferably to people of color. 

6.2. Be sure nor to assign any "action items" to yourself. 

6.3. Discuss the “materials” that meeting participants will need to complete their “action items” and 
say that you will send these materials right after the meeting. 

6.3.1.Be sure not to send these materials. 

6.4. Do not specify a deadline for these "action items" but stress the importance of the “accelerated 
timeline” for this “very important work,” 

6.5. Send a follow up email on a random day saying that these “action items” are late. 

6.5,1 .Preferably to people of color, 

7. End the meeting by taking about the next meeting. 

7.1. Do not explain why this next meeting is necessary or what it will address. 

7.2. Do not schedule this meeting during the current meeting. 

7.3. Do not specify how soon it will be. 

K. Include the meeting itself as the “goal achievement” for this topic of “very important work” on an 
official report. 

8,1. Be sure to spell the names wrong of the people of color, 

8 .2. Take credit for the ideas/work of the other participants. 

8.3. Preferably for the ideas/work of the people of color. 

9, Repeal this EMERGENCY! MEETING! score as often as possible with different "emergencies,’ 1 
ideally also during the first tw o weeks or last two w eeks of the semester. 


Cecita Umana 
by Lorenzo Papanti 
Video. 2019. Pisa, Italy. 

La video performance si svolge in una dimensione 
ibrida. L'artista, cieco e imprigionato in uno spazio 
limitato, e filmato da tre telecamere: i video sono 
trasmessi a un software di visione artificiale, che 
interpreta il movimento e costruisce uno spazio 
digitale esatto entro il quale descriverlo. Attraverso 
algoritmi e capacita di apprendimento, il Sistema 
tecnologico modellizza i comportamenti sociali e 
dirige una societa sempre piu incapace di trovare 
sistemi di riferimento. 

The video performance takes place in a hybrid 
dimension. The artist, blind and imprisoned in a 
limited space, is filmed by three cameras: the videos 
are transmitted to an artificial vision software, which 
interprets the movement and builds an exact digital 
space in which to describe it. Through algorithms, the 
technological system models social behaviors and 
directs a society which is increasingly incapable of 
finding reference systems. 





Condition of Being Me 
by Alexandra Robinson 
Audio. 2020. Austin, Texas. 

Type a series of descriptors for yourself into a Morse Code 
translator. Mine vary depending on how I am thinking 
about myself: woman , person , mother , teacher , zez/e, me, 
artist, daughter , sister, toiler, Hispanic , Latinx, Mexicana, 
mestiza, Latina ,, brown , Mexican American. 



The recording included in this exhibition was made 
from self-descriptions by the volunteers for At A 
Distance , played simultaneously in four pitches: a C 
chord with a C# as dissonance. 



Next Year 
by Adam Farcus 

Text. 2020. Milwaukee, Wisconsin. 

In alphabetic order , write all of next year's Caribbean Sea , 
Gulf of Mexico, and North Atlantic hurricane names with 
a pencil on the wall. 
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A Critical Otherness 

by Robert Bubp & Richard Reddaway 
Sculpture, audio, video, text. 2018-2020. Wellington, 
New Zealand, Wichita, Kansas, & Chicago, Illinois. 

Originally this project, created with participants in 
Wichita, Kansas in 2018 and Wellington, New 
Zealand in 2019, represented processes and artworks 
exploring collaboration and "otherness." Then the 
project explored intercultural translation and equity, 
and in-situ representation. Creative collaboration 
was embedded with difference, exchange, and 
equity. Participants were invited to consider the 
dynamics at play in socially engaged practice, to 
explore, through making, ways of understanding 
power and its lack. To start, we cite Boaventura de 
Sousa Santos' "Epistemologies of the South" (2014), 
particularly its declaration of the importance of the 
"promotion of an ecology of knowledges combined 
with intercultural translation" in the recognition of 
the significance of our own and others' otherness. 
This provides the framework on which to begin a 
conversation, a discussion that uses art processes. 

In Wichita, project participants partnered with 
another member of the community to create 
artworks that highlighted important aspects of their 
identities in contrast to one another (their 
"otherness"); the works created in Wellington were 
more broadly collaborative across a larger group and 
became larger and more architectonic. For At A 
Distance #4, the wearable forms/altered identities 
take on even more appropriateness and specificity 
amidst the pandemic. We ask, are they necessary real 
coverings? Or a metaphor for an otherness of 
survival? 
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Vexations for the Lake: selection from "840 Variations on 

Vexations" 

by Lauren Sudbrink 

Performance, score, sand, water, text, photography. 

2020. Chicago, Illinois. 

1. While listening to Satie's "Vexations/' transcribe 
the score to Vexations into the sand on the beach at 
the lakefront 

2. Watch the tide take the score out 

3. Document your process 

4. Bring a bit of the beach back with you 
as a memento 







Objects and Cells 1 

by Caspar de Gelmini 

Video. 2015-2020. Berlin, Germany. 












The Left Hand of Darkness 

by Sarah Bonaventura 

Video. 2020. Singapore/United States. 

Light is the left hand of darkness and darkness the right 
hand of light. 

- Ursula K Le Guin, The left hand of darkness 

This is a drawing exercise , recorded in real time with my 
left hand and a white payer. The right hand was not 
holding a pencil, but rather adjusting knobs and patching 
oscillators of a Jones Raster Scan, similar to the Rutt Etra 
Scan Processor; but one of a kind built by Dave Jones for 
Sara Hornbacher. 

It looks easy, but it is not so comfortable, rather a process of 
prosthetization in which a very familiar 
part of the body becomes alien, sucked by the uncanny 
vortex of the machines, in which we believe to see a glimpse 
of creation, when two index fingers touch each other; but 
the triangulation ends up with a unsettling unity. In fact I 
added an idiom which I love, in Mandarin: 

meaning something like "It's hard to clap with 
only one hand." 

The piece is inspired by a novel. The left hand of 
darkness, by Ursula K. Le Guin, and by the Vasulkas' 
Scan Processor Studies. 









Study of a Hotep Holding on to Power 
by Antoine Williams 

Drawing. 2020. Greensboro, North Carolina. 






Behind the Observatory 
by Susana Vinolo 
Video. 2020. Bilbao, Spain. 

Behind the observatory (2020) is a video art about 
astronomical images and where they come from. The 
astronomical technologies that create these images 
allow us to reach places we would never be able to 
see without them, in our continuous search of 
knowledge. At the same time, they are seen as 
instruments of power in hands of a privileged elite, 
with their own subjectivities. 


I use Google Earth to wander around this oniric, virtual 
space that has been created thanks to satellites and other 
NASA instruments. During my walk, I visit different 
telescopes, observatories and other buildings where 
astronomical pictures are taken, trying to get inside them 
and to discover their secrets, using their own tool. This 
walk is a representation of our continuous and historical 
desire to know, to understand the world and space around 
us, using technologies as extensions of our bodies and 
senses. 



















Untitled 

by Tyler James Hallet 

Digital imaging. 2020. Bangkok, Thailand. 
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The 6 Ft Zine 

by Vegetarian Tiger Productions 
(Milcah Bassel & Patrica Brace) 

Digital imaging. 2020. Jersey City, New Jersey 
& Biddeford, Maine. 

The 6 ft Zine: Zoonotic Masquerade is the culmination of 
a collaborative process between artists Milcah Bassel 
and Patricia Brace. 

From mid-March through late May we met virtually while 
mining our devices for Appropriated Digital Content 
(ADC); cultivating friendship and crafting an iconography 
of the early days of the COVID-19 pandemic. 






Collecting the Story (Instructions for a video documentary) 
by Jose Vicente Martin Martinez 
Downloadable .pdf file. 2020. Altea, Spain. 



COLLECTING THE STORY 
(Instructions for a video documentary) 

By Jose Vicente Martin Martinez 

(Introduction) 

You might have noticed that some people like to tell the same stories over and over. It is as 
if they were eager to find anyone whom they had not told it yet. Sometimes, this does not 
even matter and they will tell them even if they know the listeners have heard them before. 
Normally, the stories are several and the teller would choose one depending on the 
situation but, especially in the case of elderly people, and more notoriously if they suffer 
from dementia, there is one story that progressively wins the battle and becomes the story. 
This story normally shows a relevant moment of the teller’s life and how she or he reacted 
to it. And, most of the times, this story fits a mythical structure quite rightly. It is a pattern 
related to the collective imaginary that the narrator has made theirs and internalized. This 
video documentary is about collecting that story. 

(Description) 

“Collecting The Stoiy” is a project based on the collaboration of collectives of artists who 
would support the project through carrying out the following instructions to record and 
edit the material to create one of the instalments or episodes of the series “Collecting The 
Story. City, Year”. The instructions will be the same for each instalment or episode. 

Each video will collect five interviews of inhabitants of a city and six scenes recorded 
outdoors in the city. In both cases the camera will remains still. These people will answer a 
couple of questions (which will not be said in the video). 

Question l: “Would you remember a story that any of your parents like to tell over and 
over? Could you tell it?” 

Question 2 : Would you remember a story that you like to tell repeatedly? Could you tell it? 

(Instructions) 

The video will consist of eleven scenes. Five interviews and six outdoors scenes. 

Interviews. 

The criterion for selecting the people who would take part in the project as interviewees 
would be the following: 


OPTION A 

NUMBER 

Age | Gender 

Male 

Female 

Interviewee 1 

18-25 

X 


Interviewee 2 

25-35 


X 

Interviewee 3 

35-45 

X 


Interviewee 4 

45-55 


X 

Interviewee 5 

55-65 

X 



or 


OPTION B 

NUMBER 

Age | Gender 

Male 

Female 

Interviewee 1 

18-25 


X 

Interviewee 2 

25-35 

X 


Interviewee 3 

35-45 


X 

Interviewee 4 

45-55 

X 


Interviewee 5 

55-65 


X 
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Untitled 

by Nicholas Landemard 
Photography. 2020. Paris, France. 











At A Distance is an exhibition series created 
by Alastria Press, Jesse Allen, Conan Y. Fugit, 
and A. P. Vague. 

Cover image by Vegetarian Tier Productions. 

For more information email 
alastriapress@gmail.com 

or visit 

alastriapress.wordpress.com 
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